Film for Landscape Architecture:
Learning from Alfonso Cuarón’s Roma

Ramon Solis

Film for Landscape Architecture:
Learning from Alfonso Cuarón’s Roma

Ramon Solis
Master in Landscape Architecture
Thesis Book was written and designed by Ramon Solis.
All of the photographs and works by other artist are reproduced and
credited for academic purposes. Every reasonable attempt has been
made to identify owners of copyright. Error or omissions will be
corrected in subsequent editions.
The original content and design of this book is © Ramon Solis, 2019.
Printed and bound by Allegra in Providence, RI
Typeface: Helvetica Neue by Max Miedinger,
Mergenthaler Linotype Company, 1983.

Rhode Island School of Design

A thesis submitted in partial fulfillment of the requirements
for the Master of Landscape Architecture Degree
in the Department of Landscape Architecture of the Rhode Island
School of Design, Providence, Rhode Island.

By Ramon Solis

Approved by Masters Examination Committee:

Emily Vogler, Department Head, Landscape Architecture

Robyn Reed, Primary Thesis Advisor

Claire Fellman, Secondary Thesis Advisor

Sheri Wills, Tertiary Thesis Advisor

Acknowledgements

From the Illustration Department: Rich Gann and Susan Doyle

The title of this book borrows a phrase from a book in the ar-

From the Department of Experimental and Foundation Studies:

chitectural canon, Learning from Las Vegas by Robert Venturi,

Gwen Strahle

Denise Scott Brown and Steven Izenour. The accompaniment to
this book, an accordion-folded drawing, is also formatted from

My friends and fellow collaborators on campus from other

Learning from Las Vegas’ precedent -- photographer Ed Rus-

graduating years and departments for keeping me motivated

cha’s Every Building on the Sunset Strip.

and inspired: Adriana Alva, Anna Albrecht, Patrick Beals, Adam
Bowen, Scott Craft, Rob Diaz, Annaka Olsen, Olivia de Salve

This book would not have been possible without the support

Villedieu, Harrison Fishman, Ian George, Mary Kokorda, Joyce

of numerous people throughout my time in graduate school. In

Kutty, Mariani Lefas-Tetenes, Elaine Lopez, Madelyn Albright,

some form or other the following people were instrumental in

Jake Lightman, Kayla Murgo, Ashlie Norris, Lila Pickus, Lucy

helping incubate a thought, refocus a concept or offer some kind

Silva-Santisteban, Georges Fischer, Patty Noto, Ram Rajendran,

of wisdom.

Wes Sanders, Christina Strachoff, Dave Waite, Mac Wang.

From the Landscape Architecture Department:

My cohort for being a source of feedback and sustenance.

Claire Fellman, Lili Hermann, Nadine Gerdts, Helen Kongsgaard,
Suzanne Mathew, Peter Stempel, Emily Vogler, and, soon, Tiago

For others throughout my journey here from admitted student

Torres Campos

orientations, to ASLA trips, that I have met while traveling and
learning about landscape architecture: Nadia Amoroso,Ryan

From the Film/Animation/Video Department:

Sand, Daria Kieffer, Beth Schmeising, Nick Parsonnet

Sheri Wills, Rebecca Paiva, Max Porter, Evan Villari
Susan Ryan and Elizabeth Howell and the rest of the folks at
From the Architecture Department: Emanuel Admassu and Laura

Playland at 43rd Avenue in San Francisco for allowing me to

Briggs

develop my drawings.

From the Theory and History of Art and Design Department:

Ryan Legaspi, Bethany Sparks, Cliff Nies, Angelica Rocha for

Karen Schiff

welcoming me into your crew.

From the History/Philosophy/Social Sciences Department:

Amy Pickworth, Adrien Pouligny, Morgan Jue, Stacey Gabriel,

Ursula Lang

Paul Valdez for your long-standing support.

I would lastly like to thank Robyn Reed, my amazing thesis
advisor for taking the time and being present with me during our
desk crits, reviews and many emails.
My sincere apologies if I have forgotten anyone.
This book is dedicated to my parents, Katherine and Romel Solis.

CONTENTS
10
12
20
42
58
66
90
98

122

INTRODUCTION
ESSAY: STUDYING ROMA THROUGH LANDSCAPE
ARCHITECTURE
CH. 1: A CRITIQUE OF EXISTING PRACTICES IN
LANDSCAPE REPRESENTATION
CH. 2: EXPERIMENTS IN FILM
INTERVIEW: NADIA AMOROSO
CH. 3: DRAWING FILM
INTERVIEW: TIAGO TORRES CAMPOS
CH. 4: MORE FILM DRAWINGS / FILM TESTS
INTERVIEW: SHERI WILLS

Film for Landscape Architecture: Learning from Alfonso Cuarón’s Roma

Introduction
How can film inform landscape architectural thinking? In narrative
film, we are spectators of unfolding space. In landscapes, our

Research Question:
Materially speaking, Roma, the film, is a movie, a sequence of
projected light, two hours and fifteen minutes long.

bodies enable us to author its unfolding.

Geographically speaking, Roma is also a real place, a district in

In many ways, film is a well-suited and under-theorized territory

course of this thesis studio, Roma, the film, will serve as a site in

for landscape. Its intersections are not without precedent, and in
the following pages, I hope to describe the experiments, failures
and potential scenarios I have uncovered for future practitioners

Mexico City and the setting for most of the film. Through the
which to investigate notions of space, place, time and memory

using the following thesis question: How can film inform existing
contemporary landscape practices in representation?

of landscape architecture. A secondary intention of this thesis is
as an articulation of my own practice, walking toward disciplinary
edges, but always looking back to landscape architecture.
Site
Roma (2018), directed by Alfonso Cuarón, serves as a case study
of the perceptual dimensions of watching film, and on the
interacting systems and forces that are manifested through its
narrative. Still, Roma serves as a point of departure to investigate
the emerging cross-disciplinary research of using moving images
as a design tool.
At the heart of the film is Cleodegaria Gutierrez (Cleo), a maid
who serves a well-off family of seven in the Colonia Roma district
in Mexico City. Often the camera tracks her as she moves
through various oppositional domains: interior and exterior, public
and private, urban and rural. Through film we are also able to
visualize material artifacts of culture and psychology. I want to
understand the structure of this film, and how that structure is
able to generate the particular qualities of space in the film.

10
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Studying Roma through Landscape Architecture

ing a set of feelings, milieu or experiences, perhaps in the service

media through Alfonso Cuarón’s Roma (2018) and is adapted

relationship to the family that employs her and to the external

of producing a narrative.

from a 2019 Wintersession class called Cities in Film, taught

world, both its urban and non-urban environments. The backdrop

by Ursula Lang in the History, Philosophy and Social Sciences

is 1970s Mexico in political upheaval, which at times takes center

department. Section 1 will center around the construction of

stage and is often in collision with the microcosm of life on 22 Te-

Practitioners and academics in the architectural disciplines have often been inspired by film. Small research clus-

How might we begin to deconstruct what film can offer?

ters, often based in university architecture departments, have

Within the landscape discipline there are a few precedents. Most

time. Section 2 explores the films’ cinematographic techniques,

peji Street. In interviews, Cuarón notes that the movies parallels

begun to stake out territories of research into this realm. Other

recently, Alison B. Hirsch and Aroussiak Gabrielian, two land-

the narrative intentions behind them and draw their potential

his own experiences growing up.

times it could just be one of many interests by a professor and

scape architects trained at the University of Pennsylvania, won

application to landscape architecture. Lastly, I will explore how

the strands of thought momentarily take form. In the profes-

the 2017 Rome Prize for their proposal Rome real-and-imagined:

landscapes in the film use sound in a way that adds an additional

Time in this movie moves primarily at the scale of the body. Cam-

sional world, there are a few precedents. Tschumi claims to have

Cinematic Fictions and Future Landscapes, which use filmic

dimension of space. My hope is that these platforms offer a point

era shots are mostly at human scale, that is, at the scale in which

designed La Parc de la Villette after thinking about Sergei Eisen-

projections to speculate on possible futures in Rome. Occasion-

of departure into future film analyses and project applications.

the everyday is encountered. In Roma’s first scene, we hear

stein’s theories about montage. In some ways, montage offers a

ally, journals will publish articles on research studios that experi-

seductive foil to architecture. The time-based nature of film of-

ment with the film/landscape methodologies. These articles tend

fers a higher degree of resolution in sensorial experience. Archi-

to come from Europe. Parvu and Torres used Stalker, a 1979

tecture, on the other hand, offers a different articulation of space

sci-fi landscape dystopian film, to frame landscape interventions

Movies present us with different modes of time. Time is relative,

Cinematic time and real time are synchronized, but destabilizing

through its existing conventional modes of production. These

around Geneva, Switzerland (Parvu and Torres, 2012). Addition-

and harnessing this dynamic quality of time can enable a multi-

this moment are 1) the reflection of the airplane in the sky, signal-

are, namely, through drawings (plans, sections, perspectives) and

ally, Farso and Petersen at the University of Copenhagen, use

plicity of experiences in space. According to film theorist Mary

ing a scale shift against the flat floor and 2) a sonic parallel of the

models.

the filmmaking process itself to assist in the design process. I

Ann Doane, cinema is governed by three types of temporalities:

rhythmic sweeping of water to the sound of crashing waves. This

mention these precedents to acknowledge the work being done

“the apparatus of film, the representation of time in the image

shallow ordinary shot of a floor is punctured by experiential time,

in this bi-disciplinary approach.

and the time of the spectator.” I understand these three types of

that is, the time in our memories, a dynamic indeterminate space.

In this way, there are known limits in architectural representation. Watch any movie and look at the presentation boards
of an architectural project and the distinctions seem obvious.

Section 1: Time: the Cinematic and the Sequential

the sweeping of a broom, and we see that someone is sweeping water. We discover later in the film that this scene is Cleo,
cleaning the excrement of the house dog off the carport tile floor.

4

cinematic time to be camera time, cinematic time and real time,
Through my thesis I hope to mine what is produced in

respectively. Real time is what we commonly experience. Time

Films offer sound either in post-production as in a film score or

narrative film and deploy them into a landscape architectural

passes, and its measurability from one moment to the next is

sound foley or during production itself. Camera editing is also

context. While many filmmakers have borrowed, whether inten-

a distinguishing feature. Understanding how the perception of

another example. Film frames a sequence of views in ways that

tionally or not, from an understanding of landscape architecture,

altered through these modes is crucial in dissecting the ways film

architecture cannot.

or at least from landscapes themselves, there are fewer docu-

can inform landscape architecture.

mented moments in history where landscape architecture has
If we assume that the discipline of architecture and film

borrowed from narrative film. To cross from landscape into film

Doane claims that “new technologies of representation, such as

find common ground in their view of the project, it is possible for

and then back to landscape could produce new representational

photography, phonography and the cinema, are crucial to moder-

film to shape new ways of representing landscape architecture.

and conceptual terrain.

nity’s reconceptualization of time and its representability.”

Where landscape architecture may seek to produce a physical,
“real-life” project, film might be more interested in communicat12

As the movies progresses, Cleo movies in and out of public,
domestic and private spheres. This everyday time is “a time that

This essay seeks to draw comparisons between both

Roma is a movie about Cleo, a maid in Mexico City, and her

is forged from the constant urban processes of movement, frag13
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mentation and transformation.”. This is also what produces the

interrupted perception of Real Time. As an auteur filmmaker, we

the hospital, but their taxi is caught in the gridlock of Mexico

well trodden, a cohesive theory of filmic dialectical approaches

constant disassemblage and reassemblage of the film. Cuarón

know that Cuarón has a signature style that includes long takes.

City traffic. The camera tracks left upon their taxi, and a child in

remains absent in landscape architecture. I define a filmic dia-

stitches these temporalities through the sounds of the story;

When Cleo gives birth at the hospital, Cuarón advances the time

another car glimpses the drama unfolding. The camera is motion-

lectical approach as one that encompasses the intersections of

there is no accompanying music to the film. We do hear music

it takes to move through a hospital into five or so minutes, but we

less in the next shot, where we see silhouettes of women in vary-

human geography and film theory. Neorealism and its attendant

when the radio plays in the car, or at the movies or when a man is

as spectators read it as an uninterrupted sequence of events.

ing states of physical duress, trudging, lurching. Is one of them

preoccupations with the working class, the hardship of postwar

Cleo? Cuarón uses these city-scale vistas sparingly through the

economic and moral conditions, for example, can be a way of

As designers of the outdoors, the landscape architect can

film, but in this moment Cuarón dramatizes the scale of suffering

encountering landscape as much as a way of understanding

manipulate views of and perceptions of time in a way similar to

not just at the human level, but in visually juxtaposing a woman

film. This critical approach could foreground cultural systems in

One such passage of time is Cleo’s carrying her pregnancy to

Cuarón. J.B. Jackson himself expressed it decades ago -- “A

in labor with various city infrastructures, we might understand

landscape representations and could provide for more equitable

term. As spectators of the film we know this time to be nine

landscape is a space deliberately created to speed up or slow

how one body becomes an avatar of multiple bodies experienc-

designs.

months. Editing real time into film time creates temporal gaps,

down the process of nature. As Eliade expresses it, it represents

ing similar pains and struggles. Yi Fu Tuan describes the notion

yet the narrative still flows. This is cinematic time, and we make

man taking upon himself the role of time.”

of prospect as historically that as one of good fortune, but it is

One cinematographic method of constructing space is the move-

complicated upon contact with the flows of Mexico City.

ment of the camera itself. In Roma, the camera lumbers and in

playing guitar. Otherwise, silence permeates and casts shadows,
directing our attention to the varying passages of time.

sense of its passing offscreen. Alternately, Roma offers us a
precise location in time to those aware of Mexican history. In

From a practical level, landscape architects can source plants of

one scene we see Cleo entangled in a massive protest. We re-

different ages from the nursery. Baby birches might grow within a

In the following shot, the camera pans along a packed hospital

moving pan shot when Cleo races Adela along a busy street, for

encounter Fermín, the man who gets Cleo pregnant, wrapped up

field of mature oaks, for example. A repetition of views might cre-

and finally reaches a front desk, where Cleo is whisked away to

example, tracks Cleo’s speed and the shot situates her among

in the events of the Corpus Christi massacre, a brutal killing of

ate a mnemonic structure in recalling viewframes just passed.

the delivery room.

the kinds of experiential sounds of such as dogs and water inside

nearly 120 student protestors. To those unfamiliar with Mexican
history, this may just seem like just another protest, but this event
is seared in the national Mexican memory. This date is June 10,

moments of drama the camera quickens the pace. The fast-

and outside of her domestic setting. Because the camera move-

Space: Cinematographic techniques in perspective and com-

ment is so deliberate throughout Roma we become aware when

position

the camera is moving. For example, in Roma we witness a 380

1971, although Cuarón never captions this date onscreen. Here,

degree pan of Cleo turning off the lights at the end of the eve-

there is no need to label time. As spectators we materialize a

According to urban theorist David Harvey, urbanism is defined

ning. Here we understand the spatial context of their domestic

sense of time through the father’s Ford Galaxie 500, the grand-

as the presence of multiple spatio-temporal processes. These

sphere. The tracking again serves to maintain sight of Cleo, and

mother’s glasses, the hyperbaric oxygen chamber in the materni-

processes are networked and dialectical; they respond to each

Cuarón thus marks out the spatio-temporalities of a Mexican

ty ward. In film, these elements are called production design, and

other. In defining this kind of space, we can begin to analyze the

maid.

landscape architecture’s analog is manifested through material

ways space is formed in Roma. In the following section I pair

selection in site design: stone, plants, copper, bedrock. Often,

Harvey’s reading of space with my observations on the cinemato-

Within the practice of landscape architecture, theorists have

Landscape architecture might benefit from finding meaning from

what is designed is available at the site itself.

graphic techniques Cuarón use to build space.

certainly called upon a dialectical framework of conceiving

this mode of camera movement. Sheri Wills, Department Head

landscape. Robert Smithson argued that “a park can no longer

for Film, Animation and Video at the Rhode Island School of

In filmmaking, the contrasting device is the continuity edit, in

Cuarón situates Cleo within a number of urban processes. When

be seen as a ‘thing-in-itself’ but rather as a process of ongo-

Design mentioned once to me in conversation that the eye never

which shots are sequenced together in order to fashion an un-

Cleo’s water breaks, she and the family grandmother rush to

ing relationships.” Although this particular theoretical terrain is

moves in the way a camera actually moves. It flutters and jumps

14
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from space to space from left to right. Perhaps a more authentic

given landscape, 2) the mobility of the camera which can remain

An underlying assumption of my thesis is the belief that emotion-

representation/rendering of space

still or move, and 3) establishing the duration of each shot. By

al forces, forces at the personal and psychological level are just

this measure, Roma is, arguably, a landscape film. While some

as important. These forces impact how we image and choose to

scenes are shot from the protagonist’s perspective, there are

represent the world. To me, this is the strength of the moving im-

The absence of color reinforces the anonymity of Cleo in this

also many more scenes in which the camera is held from a kind

age, and I sense that the practice of landscape architecture has

context, and what advances three types of sound that I experi-

of omniscient perspective. There are long takes, sure, but not to

lost sight of this spatial dimension in favor of studying forces of

ence in the film: the environmental, the domestic and the urban.

the lengths taken by “traditional” landscape filmmakers like Peter

larger scales.

An example of environmental sounds is the ambient sound of

Hutton.

Section 3: Sound

the wind at the outskirts of Mexico City where we find Fermín.

These spaces are harder to represent in landscape/architectural

At the urban level, we hear the street sounds of street vendors

Roma is a commercial narrative film. As a point of departure for

visualizations, yet when I watch a movie like Roma I know that it

when Cleo is left outside the theater. And we hear the clatter of

this research, I think a commercial narrative film is a fine type of

is not impossible. This is a thesis about landscape representa-

tea cups and the pouring of milk, which represent to me, the

film to begin mining for landscape architectural purposes. Narra-

tion, and it is a thesis about breaking the conventions of land-

domestic world. Often, these sounds, and thus these spatio-

tive films have a story to tell, and I think the art of storytelling has

scape architectural practice. The way we draw space has real

temporalities, are juxtaposed either in the same frame, shot or

been lost among landscape architects and architects in general.

consequences in a landscape architect’s ability to communicate

scene. In the beginning of the hospital scene, for example, the

a concept. It has consequences on a designer’s ability to per-

lugubrious silhouettes of women await their turn; which one is

Watching Roma for the first time, my experience was mediated

suade, which Critic Peter Stempel mentioned once in a crit, is the

Cleo? A tracking shot reveals herself to us along with the grand-

by my laptop, the spartan graduate student living room (complete

landscape architect’s greatest skill.

mother, but Cuarón leads us to her only after we understand her

with passersby roommates), and, perhaps most importantly, that

in context to the suffering of other fellow Mexicans.

I was studying it for school. I tensed up during the birth scene,

Conclusion
Space, time and sound operate simultaneously and indepen-

but I was otherwise in a constant state of rapt attention the whole
time. In choosing Roma as a site of landscape analysis, I hope to
investigate ideas of narrative, .

dently in Roma to shape a multi-sensorial spatial understanding.
Roma is not the first film that comes to mind when considering a

In The Language of Landscape, celebrated landscape architect

film-site for landscape architectural analysis.

Anne Spirn calls landscape architecture a kind of systems aesthetic. Perhaps landscapes in film can reveal otherwise hidden

In fact, a whole genre of “landscape film” exist. Critic Ivan Vil-

systems, or even systems in plain sight, that are muted in the

larmea Alvarez offers a readily accepted definition, which is

current practice of landscape architecture. As landscape stu-

‘an aesthetic tradition that depicts the natural or built environ-

dents, we are taught to study space as a negotiation of forces. At

ment through observation, and its mise-en-scene depends on

RISD, I have been taught that these forces manifest as ecologi-

1) locating the most appropriate camera position to represent a

cal, material, and cultural.
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“You want to keep a
unity of time and space
and honor the notion
of real time but also
the thing of allowing
the characters to flow
in that space...and to
give as much weight to
character as to
environment.”
-Alfonso Cuarón speaking with Variety on his
use of long takes in his
film
20
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Early attempts at tracking Roma
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The Consequence of Representation
The position of this thesis is that film and moving images could
reanimate the narrative storytelling capabilities of the landscape
architecture’s present modes of representation.
In landscape architecture, representation is the way a project is
imaged. The Oxford English Dictionary defines representation as
”The action of standing for, or in the place of, a person, group, or
thing, and related senses.”
Because the work in landscape can exist in such large scales,
landscape architects have had to devise ways to represent this
information in a digestible way. In landscape practice, clarity is
key, and representation is one of many tools available in
landscape practice toward that pursuit. It can eliminate the need
to travel vast distances to experience the next “moment” of a
project. But in simplifying, the consequences often produce
tricky complications.
The conventional modes of imaging and production in landscape
architecture are primarily designed for clarity.
I will now move through the three types of architectural drawings
and explain their significance and limitations.

24

Landscape architect James Corner’s early theoretical work often grappled with
ideas on representation. Rail Networks, above, is a map Corner made and can be
found in the book Taking Measures Across the American Landscape. In Corner’s
essay Eidetic Operations and New Landscapes, he wrote “Consequently, how
one ‘images’ the world literally conditions how reality is both conceptualized and
shaped.”

25
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Institutions with known faculty interest
in film + landscape
Architectural Association

University College London

Harvard Universeity

University of Arkansas

University of Geneva

University of Copenhagen

UC Berkeley

1863

Giuliana Bruno publishes
Surface and Atlas of Emotion

Frederick Law Olmsted
uses the phrase
“landscape architect” for
the first time.

Architect Laszlo
Moholy-Nagy conducts
film experiments and set
designs for movies.

ETH Zurich

SCI-Arc

(Landscape) Architecture

1951

Cambridge University

Columbia University
University of Michigan
Miami University

1960s

Gerry Schum films land
and conceptual artists
such as Michael Heizer,
Joseph Beuys and Denis
Oppenheim.

1970s

James Benning begins
making landscape films.

1981

Bernard Tschumi
publishes the Manhattan
Transcripts.

1998

2000s

Christophe Girot
implements research into
moving images
practices

2010s

Francois Penz and Maureen
Thomas co-found the
Cambridge University Moving
Image Studio

Film
1877
Eadweard Muybridge conducts his
locomotion experiments

26

Eunate Torres conducts
landscape film studio
research at the University
of Geneva
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Maker vs. Receiver
Film and landscape architecture operate on similar yet unique
territories. The human body is relied on differently to understand
space through each discipline. This diagram represents my initial
mappings charting the relationships between the maker of a film
and landscape experience and its consumer.

28
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What are the conventions of film?
Moving images have proliferated across a spectrum of platforms. Starting with
the theater, film migrated into our living rooms, to our laptops, to our mobile
devices and most recently into virtual reality applications. Across these devices,
film overwhelmingly assumes a stationary reading of the moving image.

30
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Spatialities in film
These collages capture a single shot over time. They track Cleo as she moves
across public and private spaces. The shots (known as oners in the film
industry) are slow and deliberate. In an interview with Variety Cuarón describes
them as meant to “keep a unity of time and space and honor the notion of real
time.” His intention was to give “enough weight to character and
environment.”1 Indeed, most shots studied are one takes, and there are few
instances in the film where short shots are edited into the film.

1. (Not dated) Director Alfonso Cuarón Reflects on Making Roma. Retrieved from
https://variety.com/video/alfonso-cuaron-roma
34
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A

Conventions in Landscape Architectural
Representation
D

B

A
C

B

D

15’

C

COASTAL RIGHTS OF WAY

Plan

Section

Model

Perspective

A “plan view” is essentially a map. It provides an understanding

A section drawing is a cross-section study that describes the

A model is a physically constructed object that offers three-

A perspective rendering can produce views into a site. These are

of how a site connects to surrounding context. For landscape

spatial aspects of topography. It communicates the relationships

dimensional understanding of a site. Models can communicate

produced in Photoshop, and are known as the “money shots”

architects, it can define site organization as well as show con-

of below and above-ground conditions. It can communicate the

material qualities, tectonic relationships (i.e. how materials come

in the business. They are used to sell the project and to help

tours.

scale of a human in space, and experiential, horizontal and verti-

together), and can offer multiple readings. Critic Adam Anderson

the viewer in imagining what the experience might be like in the

cal relationships.

says that a model can speak volumes more than a plan or sec-

project. Sometimes the view is at the human level. Other times,

tion.

the view might take in a larger, expansive prospect. Landscape
architectural representation can splice any of these drawing
types together depending on the desired communication.

36
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Representational Modes in Resilient by Design Teams

A Critique of the Perspective Rendering: A Narrative Opportunity Lost
The discipline has frequently relied on two modes of representation in describing projects. The first is the perspective rendering. In all of the submitted reports,
every single perspective drawing in the submissions, except one1, was ma-

Resilient by Design was a recent design competition to address near-future climate change scenarios in the San Francisco Bay Area. Investigating and critiquing the landscape architecture teams’ modes and habits of representation is a fair
metric of the state of the practice today. The design firms below were each one of
the winning teams in 2018.
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nipulated in Photoshop. The profession has doubled down on this method of representation for its speed, clarity, layer-ability and speed of production. They are
captivating and, to an extent, persuasive; however, the world of landscape architecture is saturated with these images. These drawings tend to look “too perfect”.
Photoshop perspective drawings are snapshots of a project’s design. They are
presented in a way that does not allow for a character-based narrative. Instead,
the narrative of the project falls upon systems-based principles. Experience is
suggested, but these drawings never make explicit who is actually looking.

Bionic

Field Operations

See Common Ground’s hand-drawn flora and fauna, which itself was given a
short glimpse during the recorded presentation.
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A Critique of the Plan: A Turn Away from the Experiential
The second dominant mode of representation is the plan. As the scale of landscape projects has increased, so too has our need to use maps to represent
them. This may seem obvious, but people do not experience the world like a
map. By relying on plans, landscape architecture moves away from the more
experiential qualities from site representation. Of course, plans are only a single
part of a landscape project proposal, but often there is a primacy to the plan as
well as the perspective in communicating projects.
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SCAPE

Field Operations

1.7 RESILIENT SOUTH CITY
- WATERSHED
Near the center of the causeway is the Cullinan Road
Landing, the point at which the new proposed roadway
connects with one of the existing infrastructural elements
of the site. A series of delaminated and undulating bike
paths give the visitor a more intimate experience of the
bay flats – the most diverse and dynamic part of the San
Pablo bay terrain. There is a rest stop and a pier along
its path which give pedestrians an opportunity to observe
the local wildlife.

Collect & Connect - A resilient
open space network
The Resilient South City project
identifies sites and measures across
the entire Colma Creek watershed
that can build resilience related to
Water, Ecology, Community &
Emergency. Through adaptation
projects at a range of green space
across the creek’s catchment
(Mountain, Cemeteries, Schools and
Parks) as well as new ‘slow streets’
for mobility and water, a resilience
network will be established across
South City and neighboring areas
within the Colma Creek Watershed.

ISLAIS HYPER-CREEK
LONG-TERM VISION

New Colma Creek (Connecting
from Orange Memorial Park to
the Bay)
The primary objectives of the Colma
Creek project are to reduce the
impacts of reoccurring flooding
(from annual to 100 yr events) as well
as protect against sea-level rise,
increase amenity and recreation
opportunities while re-establishing
continuous public access to the
shoreline. The project focuses on the
section of the creek between Orange
Memorial Park and the SSF WQCP.

San Bruno Mountain

Olivet
Memorial
Park
Cyprus Memorial Park

Westmoor Park
Woodlawn
Memorial
Fernando Rivera
Middle School

Eternal Home
Cemetery

Greenlawn
Memorial

Cyprus Lawn Funeral
Home and Memorial
Park

Holy Cross
Cemetery

El Camino High
School

Sign Hill

Chinese
Cemetery
Alta Loma
Park

Sunshine Gardens
Elementary School

Junipero Serra
Elementary School

Martin Elementary
School

Parkway Heights
Middle School

Oyster Point Park

Spruce Elementary School

Buri Buri
Elementary School

Point San Bruno
Park

Orange Park Memorial
Skyline Elementary
School

Baden High
School

Los Cerritos
Elementary School

Colma Creek Linear
Park

South San Francisco
High School

Westborough
Middle School

California Golf
Club of San
Francisco

Colma Creek
Nursery

Ponderosa
Elementary School

Eco Water Park

Monte Verde Elementary
Golden Gate
National Cemetery
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Resilient By Design
Bay Area Challenge

Project Name
Resilient South City
South San Francisco
[Logo 1]
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Nimitz Group
planned
development in
the works (scope
and boundary to be
verified )

LEGEND
Sediment Velocities
(0.2 - 1 cm/s)*
Suspension Velocities
(1.1 - 15 cm/s)*

Benefits residents of Vallejo through better road/
transit access and facilities to visit and understand
the importance of the baylands:
1. Flood fixes for the SR 37 offramp that flooded
in 2017 and was never truly fixed by Caltrans.
This closure and other flooding provides an
incentive for near term road fixes. Solutions that
introduce principles of the Bayway and aspects
of an elevated causeway should be explored.
2. Improve merge lane (4 to 2) to alleviate traffic
bottlenecks for morning commuters.
3. Improve hydrological connection to Cullinan
Ranch and Figueras Tract owned by the USFWS.
4. Plan Visitor Center on Mare Island near Mare
Island Ferry terminal. Include improved bike and
pedestrian access, kayak rental/co-op programs.
5. Invest in equitable transit including micro-transit
applications and programs for baylands shuttle
from school and communities in Vallejo.

LEGEND
Erosion Velocities
(15.1 - 1000 cm/s)*
Suspended Sediment Assumptions*
mg/L (Low - High)
Line of optimal

Sediment
Supply
Eelgrass bed
depth

25-50
25-100
50-100
50-150
100-150
100-300
150-300

LEGEND
Suspended Sediment Assumptions*
mg/L (Low - High)
25-50
25-100
50-100
50-150
100-150
100-300
150-300

* Evaluating Tidal Marsh Sustainability in the Face of Sea-Level Rise: A Hybrid Modeling Approach Applied to San Francisco Bay

Sediment Quantity Potentials

* Evaluating Tidal Marsh Sustainability in the Face of Sea-Level Rise: A Hybrid Modeling Approach Applied to San Francisco Bay

Sediment Quantity Potentials

Bionic

LEGEND
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(0.2 - 1 cm/s)*
Suspension Velocities
(1.1 - 15 cm/s)*
Erosion Velocities
(15.1 - 1000 cm/s)*

LEGEND
Sediment Velocities
(0.2 - 1 cm/s)*
Suspension Velocities
(1.1 - 15 cm/s)*
Erosion Velocities
(15.1 - 1000 cm/s)*
Line of optimal
Eelgrass bed depth

LEGEND
Sediment Velocities
(0.2 - 1 cm/s)*
Suspension Velocities
(1.1 - 15 cm/s)*
Erosion Velocities
(15.1 - 1000 cm/s)*
Line of optimal
Eelgrass bed depth

CMG

SCAPE

Tom Leader Studio

Line of optimal
Eelgrass bed depth

Opt 1

*per Hjulstrom diagram
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Chapter 2: Experiments in Film
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Experiments in Film
Cut, tear, tape, paint, transfer scratch. Experimental film is beautiful. These
explorations in celluloid advanced my material understanding of film. On these
two page alone there are about 15 seconds worth of moving images. By making
every single frame by hand, once can study film at the scale of a complete work
as well as the scale of a single frame.
However, I made the decision midway after my Phase I review to select a
narrative commercial film. Narrative based film seemed like a more logical
first step into landscape architectural analysis. For one, a site is more
readily apparent. By choosing another person’s film rather than my own, I
saved myself a great deal of time. I could also be more critical and
perhaps learn a great deal more from the award-winning directing
cinematography.
46
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Hair Cut
Prior to my site selection of Roma, I also used human hair as a medium to
explore perception and attention in film. I love hair as a material for its
simultaneous pliability and unpredictability. Instead of making multiple visual
moves with Letraset sheets or paint as in the previous two pages, I glued hair
onto 16mm clear leader. The uniform language was simply stronger. After using
my own hair, I went to Hair Lab and John Bacon Salon to get more. At 24
unique hair frames per second, there was a limited amount that I could predict
48

on screen. By gluing only parts of the hair onto the tape, some strands would lift
off the film strip. The result was that some hair was in clearer on the projector
tan others. Each time I ran the film through the Steenbeck (from which the
bottom two photos were taken), hair would fly off the film; each time, the film
would slowly disintegrate.
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Imitating Rose Lowder
Rose Lowder is a Peruvian filmmaker who lives in France. I was so moved by
her work that I tried to replicate her method. In one film Rue des Teinturiers
(1979), Lowder shot the view outsider her window over a six-month period. Her
method involves shooting a film frame by frame and adjusting the focal length in
her camera. Over two days while on Thanksgiving Break in 2018, I shot Sunset,
a 16mm film composed mostly of single frame exposures. In the final portion of
the film, I placed my Bolex on a tree stump, and exposed the frames in a
pattern of focal lengths sequences (e.g. close-close-middle-middle-far-far;
repeat). What I failed to take account in trying to replicate Rue des Teinturiers
was that the distances between the tree in the foreground and the mass of
leaves in the background were too close to make an appreciable visual
difference.
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Uncovering histories through Film
These shots from Sunset are primarily shot in the Sunset District, a grid of
densely packed tract and row homes in San Francisco, California. I grew up
here. While exposing the film, I traversed the blocks in a zig-zag pattern. I would
eventually shoot homes on a single street in a zig-zag pattern too, so as to
prevent shooting the same home twice. Occasionally, some people stepped out
of their houses to ask me what I was doing with a film camera, filming their
homes. One woman told me that the house I was shooting with the overgrown
tree blocking the garage (image 8) had long been abandoned. Others would
describe how their particular block of Sunset homes was unique architecturally.
Through film and perhaps by directing my lens toward that which is commonly
overlooked, much less filmed, I was able to gather unique histories volunteered
by the residents themselves.
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Recreating Film
Recreating scenes in film can create a deeper understanding of narrative and
directorial intentions. In this lighting study, I worked on a team of three to
reconstruct a scenes from Wong Kar-wai’s 1995 Chungking Express. Here, a
man and a woman are seated across each other in a bar, and the light suggests
not just the tone of the film, but also of a spatiality beyond the frame. Even
within the frame, we can see a spatial relationship forming between the two
characters that supports the narrative.
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Wong Kar-wai
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Version by Stella Collins, Mimi Li and Ramon Solis
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Interview: Nadia Amoroso
September 17, 2018

RS: I know when people talk about film in architecture, it’s often,
like, in architecture and not landscape.

Nadia Amoroso is a landscape architect and professor at the

NA: Yeah. I know. I know. I can’t think of anything really off the

University of Guelph in Guelph, Ontario. She has published a

top of my head who was using that to that effect. And I think it’s

number of books on landscape representation. In this interview,

more of a technical thing, like, and not to say that architects that

I speak with Amoroso about two themes: the use or application

they’re more technically, as a generalization, like they dive into

of film in landscape architectural representation and the state of

more modeling and technical aspects. So I think they may work

writing in the discipline.

with that a little bit more. Where we tend to focus more on renderings and imagery and pictures, right? So, I’m not quite sure

RS: I'm at the very beginning stages of my thesis research, just

who else is using it in terms of the landscape at the moment.

looking at case studies and precedents about how film can be
part of the design process in landscape architecture. I was won-

RS: Yeah, as I understand it, it’s mostly kind of a retrospective

dering if you knew of any practitioners right now who do that kind

act, like in documentary or to talk about a project that’s already

of work.

completed.

NA: Off the top of my head was the Freise Brothers. They’re re-

NA: The only other people who I might think of, and they’re still

ally not in landscape architecture, but they do a lot of film and

architects but they do more stuff on landscape urbanism, are

photo montage work of landscapes, well at least they used to do

Ground Labs. They might be doing animation and I’m not 100%

that. They’re two brothers that they were graduates from Colum-

sure, but again, they do a lot of more parametric design, like

bia University in the architecture program and they decided to

Rhino and changing of the landscape, so they might show pro-

get into film and production, and I know their beginning work had

gression of change through animation.

to do a lot of this kind of interesting imagery of the landscape
these kind of surrealistic images that were really beautiful, like
painterly qualities. They did a lot of stuff. I’m not sure if they’re
still based in New York, but they had some really good work, that
they’re doing great now. I know like SCAPE studio is using more
animation, I would say, to show progression of sea level rise,
more for dramatic effect. But off the top of my head, I don’t know
of anybody else that’s really using film to that advantage.

Nissan “Clean Sweep” commercial by the Freise Brothers

RS: Great. I’ll take a look at them.
NA: Yeah. Ground Lab, and Alfredo Ramirez, he’s one of the
directors of the [Architectural Association’s] landscape urbanism
program. He might be another person take a look at it.
RS: I was wondering if you have any movie recommendations
that you think are important to landscape architecture, maybe
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beyond the required watching of like, William H. Whyte. Maybe

idea of this kind of 4D holographic landscape. There are these

movies that you think have influenced you, or you think might be

new technologies where there’s this kind of interesting projec-

important to a landscape architecture student.

tion of the landscape as a model, but there they’re done by

NA: I guess when we were all students, we all watched that Wil-

the landscape could look like, but without actually building the

liam White movie. Right. I think that’s the staple of that. In terms

physical model, like it could actually be changed. You still see it

of other films in landscape architecture. I haven’t really thought

in 3D in some sort of physical form on a table. That’s something

of anything quite interesting. I think it’s more of a kind of a global

like kind of interesting. I wanted to look at and experiment. It’s

thing, but it’s not perceived for landscape architecture like, An

still not really out there yet, but that’s kind of some stuff that I’d

Inconvenient Truth is obviously like that by Al Gore. And that

be interested to take a look at.

would be a good one to kind of look for more inspiration. But
then again, that’s more of a general kind of environmental approach. In terms of design, you know, it’s very difficult to think of

RS: Hmm. Is that similar to like having a sand box?

one, per se, movie that came to my mind. There’s the Metropolis

NA: No, no, it’s different from that. It is on a tabletop, but think

of Tomorrow, Hugh Ferris’s work. There’s black and white films

of like a, 3D model, but it’s holographic, like it’s transparent so

that’s more interesting to take a look at. But in terms of what’s

you can see through things. They do it a lot more for buildings of

happening, you know, right now there’s a lot of stuff being docu-

cities and it’s a very expensive thing. I was looking into getting a

mented by bloggers who are traveling and that’s more interesting

table that does this kind of stuff and it’s still in a prototype stage.

now. Everybody is their own kind of author. When they travel

They’re like $70,000 to $100,000 when I was looking into getting

and they see an interesting landscape and sites of interest, like

that to experiment with and there was only one company out of

if you’re going to New York, you know, sometimes when you’re

Australia that was doing this kind of technology.

Youtubing and you see parks by normal people, not by any director or anything like. That’s the reality of today is when you’re kind

RS: I want to talk about writing [in landscape architecture] now.

of traveling and seeing things that you’re kind of being influenced

I love your books about representation and the latest trends in

by normal people, who are putting their work up like that.

landscape architecture. But I find that there’s a small body of

RS: It’s safe to say that film is not a mainstream practice in landscape architecture. Are there other experimental practices that’s

60

holographic imagery, where you have a ghosted effect of what

literature, at least contemporary literature in landscape architecture. Would you agree?

under the radar in current landscape architecture practice?

NA: In terms of what? Representation?

NA: You know what’s kind of interesting? I was looking at the

RS: Well, for example, someone recently asked me, what is like
61
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a classic book to recommend a young, like an entering grad
student in landscape architecture. And I couldn’t really find one
book that was digestible enough in one sitting, like a book of
fiction. Petrochemical America is a book, it’s a great book, but I
think it takes like a long time to process it and, it’s not an easy
read it in the sense that, you can take it all in at once. So when
I think of books these days I don’t think there’s a vast body of

other books that are out there as well and essays. It depends like
what you’re trying to tell people to wanting to read Like, Norm
Booth. It’s more like a technical approach where he looks at
geometry and form and gives examples of ways to compose the
landscape. And again, it’s a more than basic read but it speaks
about different geometries, from the circle, the curve and trian-

landscape architecture literature in general.

gles and talks about things like balance and asymmetry and sym-

NA: Well – there’s James Corner’s Recovering Landscape. It’s

students because it’s easy to follow and there’s a lot of visuals for

from the late nineties, early two thousands. It has a broad overview of contemporary literature how to approach landscapes and
there’s aspects of representation of landscapes and mapping
as well and how to discover sites. And so it’s kind of interesting because that book was written by James Corner. There’s
chapters by Charles Waldheim, Alex Wall, all these people who
were maybe 10 years within their career. And, so they’re still fairly
young. And so they’re approach to landscape architecture is kind
of interesting back then. So I use that book still. It’s a good classic book that has a wide range of things from how you approach
landscape, to some landscape history to also representation.
They’re short essays, and there’s a narrative point to it so, it’s not
very difficult to read but at the same time it’s a knowledgeable

metry with simple graphics. And I use that for my beginning year
them to attach themselves to.
RS: How did you become a writer in our discipline?
NA: Oh, I don’t know. I don’t really consider myself a writer. I
think that Representing Landscape, came about when I first
started teaching years ago. And, you know, my students kept
asking me, what’s the best way to represent wetlands or postindustrial sites and other kind types of landscape to evoke the
mood of the landscape. And I would always tell them to go look
at a professional magazine and looking at the latest competitions
from Topos Magazine. And, and you know, at the time there, they
were like mainly from professionals and not by students. And so

body of work to have.

when you’re working in school, you basically get to see the work

RS: Yeah, I agree. We are often assigned readings at RISD from

kind of survey and see what other students have, you know, your

Recovering Landscape. But that book was written and published
in 1999 and I feel like, you know, it’s been about 20 years and I
feel like there must be more contemporary things to talk about
than what James Corner has talked about all those years ago.
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NA: Yeah, well he’s always continually writing. He has several

of your own classmates and you don’t really have a chance to
kind of level are doing. And so that’s when I thought of doing
the representing landscapes, which became more like a visual
collection of landscape architectural drawings that were done by
students. So the students were basically the work that we’re being showcased and not by the professionals. I think that it’s gath63
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ering a collection of literature about representations of landscape
and kind of curating and editing them to make sure that they’re

they don’t give him the full title or full accreditation.

presented in a way that students can find interesting and very

RS: And even the other way around, I read a New York Times ar-

heavy with the visuals. Right. And having pointed discussions

ticle where Michael Van Valkenburgh was called an architect and

that are not burdens for people to read but something that they

not a landscape architect.

could understand and, have some takeaway points afterwards.
And that was kind of the essence behind it.

NA: Yeah.

RS: Yeah, I really appreciate it because I don’t feel like landscape

RS: Yeah, it happens.

architecture gets the same recognition that other artistic media
have. Like, when I go to guest lectures here at RISD, you know, a

NA: It happens a lot. Yeah. It happens a lot. And it’s just because

graphic designer will come and talk about where he gets pub-

they think that landscape architecture is part of architecture, and

lished. And it’s in different publications than where landscape

so they just drop off the word landscape and call them architects

architecture is talked about. With graphic design, there’s just so

or they see a green and pretty garden and called them landscape

much more of it in the world. There’s Art Forum or Juxtapoz, but

designers. Right, so it’s just something that they’ve been used to

I don’t see landscape architecture being talked about in main-

and not called out. You know how you were saying like Recover-

stream publications.

ing Landscapes, that book was from 15, almost 20 years ago

NA: I know, yeah. I know. Even in Metropolis Magazine too. I
don’t know if you follow Gina Ford. But they talked about the democracy of civic spaces and they show the riverfronts that they

like, but now these kind of issues are becoming more popular. It
was ahead of the time back then and now it’s starting to kind of
become contemporary.

created in Chicago and they credit like all the architects and they

RS: It’s nice to hear that someone else recognizes what’s hap-

didn’t put the landscape architects and they called him out. And

pening.

I think that’s what it is. It sometimes kind of seen as a secondary
profession and it’s bad to see, and it shouldn’t be because we’re
the ones who are designing these outdoor spaces. You always
hear about the star architects like the Frank Gehrys and all of
these, but are used by celebrities, but you don’t really hear if
they use high end landscape architects. And I remember also an
article that was written about the High Line a few years ago and
they called James Corner a landscape designer. Right? And so
64
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Chapter 3: Drawing Film
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Foray 1: Maquettes
Each of these quickly-made maquettes provides a piece of information about
the overall spatial structure of the film. They were 11 inches wide and use paper,
balsa wood and sometimes wire. I specifically looked at what Cuarón’s attitude
to perspective was in the movie. Ideally, more of these models should have
been made to get a more complete understanding.
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Foray 2: Sketches
I started sketching people in the background because they were so interesting
to me and out of a feeling that I was in a rut in the thesis studio. The
background characters seemed just as important as the main ones. Many of
these background characters are actually in real life what they play in the film.
70

The doctors are doctors; street vendors are street vendors, etc. My departure
into the next set of drawings began with these small pencil and ink wash on
Moleskine sketches.
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Second Foray: Collage Drawings
Each of these quickly-made maquettes provides a piece of information about
the overall spatial structure of the film. They were 11 inches wide and use paper,
balsa wood and sometimes wire. I specifically looked at what Cuaron’s attitude
to perspective was in the movie. Ideally, more of these models should have
been made to get a more complete understanding.
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Reconstructing Roma
The following drawing, spanning about twenty feet was constructed out of a
tracking shot sequence (21:53 - 22:32) in which Cleo and Adela are racing each
other to eat at La Casa del Pavo. In this one continuous shot, I attempted to
deconstruct the elements of the scene. This first attempt at analysis, as seen in
the hanging string of paper identification tags, was less of an analysis and
rather an inventory. I categorized the objects in space as either a person, street
furniture, a sound, or a building.
The reason for drawing this scene was so that I could pause a very busy scene
and draw beyond the frame of the film still. Perhaps by freezing multiple frames
and stitching them together, a new understanding of the film might emerge. The
scale of the drawing is so big that you cannot experience it fully by standing
from one position; you have to walk to experience it. Additionally, by using
charcoal, I used a medium that lent itself to registering the passage of time.
Charcoal also offers an indexical relationship to the hand. Certain parts are
meticulously rendered; whereas, others are more quickly sketched. This mode
of drawing is an invented communicational tool that helps draw our attention to
the things that I thought mattered the most in the scene. For me, these
moments were notions of depth/scale, various speeds of time, and dwelling on
experiences no longer in the frame.
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Analyzing Roma
This second attempt at analysis utilized After Effects and a
Sony PX-70 digital camera. I placed a camera directed toward
my face as I rewatched the scene unfold ten or so times. I
spliced this footage together to locate where and when my
attention drifted and/or maintained focus. In one of the videos, I
used the reflection of the film from my eyeglass lens to
approximate where I was looking. In retrospect, I think there are
faster methods of analysis than in real time tracking that could
lead to analysis. Moreover, this method of analysis does not
seem precise enough to target the issues I am trying to explore.
The focus on my face also led one viewer to associate the male
gaze with my work, which was not my intention.
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How do the characters move in space?
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Ways of Reading Roma
These timelines were initial attempts at finding structure in the film. The top line
is a time tracker from 0 to the 2 hour and 15 minute mark. The second line tries
to visualize where space is tightened in the frame and where space is vast. The
82

green line marks where the film shows domestic/interior space. The fourth line
diagrams a typical dramatic structure, and the last timeline notes where cuts
introduce a jump in time. I observed 24 jump cuts in a film that moves through
at least nine months of time.
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Known Places in Roma, Mexico City

1

Mexico
Image Landsat / Copernicus

Image Landsat / Copernicus

1. Protest (Normal Station, Un Hogar Para Nosotros)

2. Theater (Avenida Independencia 90, Colonia Centro)

2
3

5

6

➤

4

Mexico City

N

Image Landsat / Copernicus

Image Landsat / Copernicus

3. Kindergarten (Tlaxcala 105, Roma Sur)

4. La Casa del Pavo (Motolinia 40, Centro Historico)

1,500 ft.

5. Home (Tepeji 22, Roma Sur)
84

3,000 ft.

6. Hospital (Avenida Cuauhtémoc 330, Doctores)
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Studying Sequence
This sketch and the sectional study in the following page attempt to understand
Cuarón’s structuring of the birth scene in Roma. In the sequence, Cleo moves
through a variety of spaces over multiple shots, some long, some short. It is a
dramatic moment in the film, and the first time I watched it, I was in rapt
attention. Cleo is actually moving in and out of the frame, sometimes the focal
point and sometimes part of a larger ensemble. I drew this in a play-by-play
sequence and tried to render out the space as contiguously as possible in a
section drawing. The way I drew the hospital building itself did not give a
compelling render of space. I was more curious if I could fix the points of the
scenes into a single drawing space at all.
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Birthing Scene: 1:36:50 to 1:47:02 (10 minutes and 12 seconds)

1

Sequential Movement in Frame of Cleo and Grandmother
1.

2.

3.

4.

6.

7.

8.

9.

5.

PISO 6

Sala de Expulsion
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Interview: Tiago Torres Campos
April 25, 2019

TTC: We are used to think of video as an end product to demon-

Tiago Torres Campos is a former lecturer at the University of

scapes. This became common with the advance of technique

strate the spatial qualities and temporal evolution of certain landand while video making was still a relatively expensive practice.

Edinburgh and an incoming associate professor in the RISD

This has certainly been the case with architectural and landscape

Department of Landscape Architecture. Here we discuss over

architectural practices, who make use of video as a marketing

email his research on film in landscape, representation and the

tool to explain but also to sell their projects to different partici-

Anthropocene.

pants in the process.
While this is certainly true, the widespread availability of tools,
RS: Your Videoscapes Symposium provocatively asked, “What
is video’s true potential as an operative tool for interpreting and
manipulating our perception of the landscape?” Could you share
what you found in the symposium?
TTC: The symposium was a good opportunity to foster interdisciplinary discussion about what video can actually add to contemporary readings of landscape. One interesting key point was
that, as moving image, video is arguably one of the best representational media to portray landscape as a set of conditions
in perpetual change. Equally, they share an important affinity
in terms of their alliance to narrative. Another important point,
perhaps more specific to landscape architectural practices, was
that video is not only an excellent aide to developing design processes that talk about temporality as much as spatial conditions,
but also something that is quickly gathering momentum due to
significant technological advance.
RS: In your lecture at RISD, you had mentioned using video as a
kind of sketching tool. Could you explain how videos can work as
sketches in the practice of landscape design?

90

techniques, and technologies related to video production, edition, and dissemination have highlighted, at least in recent years,
the potential it has also as a sketching tool to explore certain
questions. The now commonplace that with our potent cell
phones and video cameras, each person is a filmmaker (as much
as a news feeder, an influencer, etc.).
Even when recognising that both conditions are exciting for landscape architecture, the latter – video as a sketching tool – is what
interests me personally. Rather than a specialised video or film
maker, I see myself as a designer who uses video to think
about a project.
RS: My thesis research is sited in Roma, but there are so many
equally worthy films for landscape architectural study. Do you
think there is a film out there that embodies or reflects the type of
research you conducted for your PhD?
TTC: There are a few people and examples that might be worth
knowing. They are very different but, in my opinion, quite meaningful. First ETH’s work on video led by Christophe Girot. Girot
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and his team and students have been exploring landscape

trait of the mundane in splendid acts of storytelling. I appreciate

through video for quite a long time now. Their most significant

Tim Burton for the creation of fantastically weird worlds where

project was called ‘Landscape Video’.

compelling stories unfold. I admire Wes Anderson for an absolute
aesthetic perfection and attention to detail. I am very interested in

The other name worth mentioning here, albeit perhaps less

the themes and narratives of Luca Guadagnino’s work. And Sofia

experimental, is Liam Young and the work he has been develop-

Coppola is a personal favourite as well for congregating all of the

ing with colleagues and students called ‘Unknown Fields’. Here

above qualities.

we see more expensive video productions that explore contemporary issues in our landscapes involving complex environmen-

Favourite films (among many, many others): ‘Marie Antoinette’

tal, socio-cultural, and ecological conditions emerging from the

(Sofia Coppola), ‘I am Love’ and ‘Call me by your Name’ (Gua-

Anthropocene. In my opinion this work is very influenced by

dagnino), ‘The Royal Tenenbaums’ and ‘The Darjeeling Limited’

seminal film maker Edward Burtynsky.

(Wes Anderson), ‘Pulp Fiction’ (Quentin Tarantino), The saga
‘Godfather’ (Francis Ford Coppola).

Perhaps less known but equally, if not more important are two
video artists. The first is Victoria Claire Bernie whose fantastic

RS: Which trajectories or emerging practices in landscape repre-

video pieces pay attention to the minutia of the Scottish land-

sentation do you find exciting?

scapes. The second is Duncan Marquiss, who is interested in
utilising video to witness and eventually make sense of environ-

TTC: I feel excited by practices which somehow go against the

mental conditions.

mainstream trends of photorealism through computer rendering.
I think these are important and deserve a place in landscape rep-

More specifically and related to the type of research I conduct for

resentation, but they are perhaps too dominant. Examples of

my PhD, I should add that I follow an aesthetics that merges the

things that I think deserve reference here are the rediscovery

weird with the fantastical through act of non-linear storytelling

of collage – both analogue and digital –, storyboarding, video

across scale. This is what currently motivates my research ques-

sketching, and representation through experimental textual

tions on the landscapes of the Anthropocene.

narrative. We are used to consider representation as something

RS: Who are your favorite filmmakers? What are your favorite
films?
TTC: This is a difficult question for me to answer, since the topic
is vast, and examples abound. I like Woody Allen for the por92

predominantly related with the image, but good quality texts
shouldn’t certainly be disregarded.
RS: Do you know of any contemporary landscape architects that
are using film/video as a design tool? Do you have a sense of
where these practices will likely emerge in the world?
93
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Gross.Max have used video in some of their projects to show-

anced. Even though it is true that landscape architecture has

case important components in their projects. According to them,

faced many challenges associated with the temporalities of

a small experimental video they did for the Tempelhof competi-

landscape as a dynamic system, it is also correct to observe

tion was one of the key outputs which gave them the first place.

that in recent decades the discipline has shifted the focus from
an understanding of landscape as a final product to landscape

On several occasions, Luis Callejas has utilised very short video

as a series of processes in constant change. This is, in itself,

pieces to demonstrate the atmospheric and even environmental

an implicit recognition that narrative is important to landscape

conditions his projects aim to consolidate.

design practice. What you can perhaps say is that architects – in
general, not just landscape architects – tend not to be very good,

Scan Labs have been on an amazing journey through their largescale 3D scanning of architectural buildings and landscapes.

or diligent in storytelling…

They are certainly one of the most innovative practices out there

RS: You have a great diagram on your website that chronologizes

in terms of creative use of video.

your explorations in landscape. “Expanding Scapes 3.0” is listed
in the diagram, and I was curious to know what you meant by

Faculty and students at the [Architectural Association’s] Land-

that. When I first read the title, I thought it said Expanding Scope,

scape Urbanism program are at the forefront of video and

and then I thought it might mean the same thing. Could you talk

parametric generated videos to explore issues related with

about that article, and if your forecast on landscape has changed

landscape’s environmental conditions. The same can still be said

since then?

from Girot’s team and students at ETH.
The pioneer work in video representation of architecture by

TTC: These are two different things, none of which is directly
related with video.

0300TV is very worth mentioning here. Even though their work is
not so much related with landscape per se, it definitely touches

First, the diagram explores, organises, and finds commonalities

on important related topics.

between my projects. As a designer I am a bit of a cliché in that

RS: In my research in film and landscape architecture, I am find-

I tend to think through image. This diagram is a perfect example
of that.

ing that narrativity plays a big role in both fields. However, I am
not familiar with landscape architects who engage directly with

‘Expanding Scapes 3.0’ is indeed related to scope in that it is a

narrative. Have you noticed this too?

textual exploration of how landscape relates to scale. Or in other

TTC: I think the second part of your question needs to be nu94

words, how landscape absolutely depends on our understanding
of scale. In this text I explore how human projection on progres95
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sive larger and smaller scales has had a direct and profound

studying landscape architecture at the university.

influence on landscape architecture. The first set of scales relates
to the human body; the second to the macro and the micro; the

A second pivotal moment happened when I joined academia.

third to the giga and the nano. Hence, 3.0.

I was coming from a very intense period in practice of around

RS: Is it possible to make generalizations in the way landscape
architecture is taught in Europe versus the United States?
TTC: I don’t think we can generalise as even within Europe or the

seven years. The shift into academia did not just mean a different type of work, but above all a different attitude towards the
profession. All of a sudden, I was seeing landscape architecture
through the eyes of my many students and that was incredible.

USA, landscape architectural education varies significantly and

My third important moment was when I embarked on the very

meaningfully.

long period of my PhD. I decided to do a PhD not for career purposes, as many people nowadays who try to secure academic

We can say, however, that in both contexts there are schools

positions, but as a tool to advance my thinking. To me, a PhD is

which encourage, by their very nature more explorative, while

not an end in itself, but more of a transition between being curi-

others tend to privilege a professional development

ous about a topic and becoming an expert on it. The PhD is a

to make sure the students are prepared to face the profession,

moment which allows us to learn how to think.

i.e. dealing with clients, private or public. These different types of
focus determine distinct pedagogic attitudes, which can

I have pivotal books which I continue to consult on a regular ba-

ultimately be seen as different ways of teaching.

sis. My grandfather once gave me an old botanical encyclopae-

RS: Can you share some pivotal moments (for example, through

dia with the most amazing scientific illustrations of plants. This
book – as well my grandfather – is probably one of the things that

books, teachers, or films) that helped shaped your understanding

has exerted more influence into the discipline in the first place.

of landscape architecture?

Funny enough, one of the most important books in my life is ‘Lit-

TTC: One of my absolute pivotal moments was my work period

tle Prince’, for the lifeworld it portrays. Every year I encourage my
theory students to read it and see themselves in it. More recently,

in practice even before I graduated and through my first years

Anuradha Mathur and Dilip da Cunha’s ‘Mississippi Floods’ has

as a professional. Back then I started working at PROAP, a very

impressed me for their incredibly rich visual exploration. And

good Portuguese studio based in Lisbon. I consider this period

finally, Rem Koolhaas’ ‘SMLXL’ is probably one of my favourite

as my formative years, or in other words, the years when I’ve

ways of explaining what architectural practice is about.

learned pretty much what I know today about landscape. This
period was by far more important than the five years I spent

I’m sure there are many other books which have played equally
important roles in my life…
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Chapter 4: Deeper Drawings / Film Tests
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A Recipe for Translating Film into Charcoal Drawing
1. Select a narrative sequence in
the film.
2. Collage the film stills into
Photoshop.
3. Advance the collage along a
rectangular horizontal frame in
one direction. Break the frame
wherever the space unfolds in
the camera.
4. Place the projector onto a rolling
cart. Project the image onto a
long wall. Ensure that electrical
outlets are nearby and accessible.
5. Draw the projection.
6. Move the cart and projector to
the next part of the drawing.
Scroll along in Photoshop.
7. Hang the completed drawing at
eye level.
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Drawing tests

Carport Scene (13:43 to 15:48) (42”x94”)
This was the second drawing I used to study the film. In this instance, I rubbed
the chamois towel across the page. The shots in this sequence were shot from
multiple camera positions. In this scene, the family watches from the door as
the father backs the car in and out of the entrance to squeeze into the carport.
This drawing was working through the notion of process. Landscape is a
medium that changes over time, and this drawing was a test in (1) visualizing a
different space-filming technique and (2)

102
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Cleo Turns On and Off the Lights (18:32 to 19:54) (26”x18’1”)
This third drawing is an interior sequence of Cleo descending the stairs
switching lights on and off in the house. This sequence included two continuous
shots and begins from the right and ends on the left. The bottom shot was a
380° pan. While Cuarón is continuously tracking Cleo, he also shifts her into the
foreground, background, and left side and right side of the frame. This flowing
and constrained movement helps the viewer consider at once the subject and
the environment.

104
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Cleo Finds the Children (1:08:19 to 1:13:10) (24”x75’)
This fourth drawing tracks a five minute sequence that begins with shots and
scenes at home and ends in the evening on a busy street. Again, I was trying to
replicate the success of my first charcoal drawing from Phase II. The scene
begins with several mostly still shots and proceeds into three long tracking
shots.
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A Lexicon for Cuarón

Holding

Like the built environment, film is structural. By deconstructing

Camera remains still in one shot or a series of shots, allowing

and reconstructing a film both spatially and narratively, I begin to

action to occur over stretches of space and time. Here the

decode the narrative structure as it relates to space. I invented

camera holds to show the busy sidewalk

terms to clarify the types of actions the film camera is doing to
manipulate space and advance the narrative.

Anticipating
Camera occupies position prior to scene of action. Here the camera is filming the silence ahead of the moment when the nurses
and doctors wheel Cleo into the delivery room.

Piecing/Togethering
Camera focuses on several specific items in a space in separate

A

shots. The complete spatial relationships is revealed toward the
end of the sequence. Here the camera zooms in on details of the
upper class home before revealing them altogether within the
frame.

A
B

D

B

C

C

Slipping
Background subject/detail becomes overwhelming foreground
object. Here Fermin begins across the room and by the end of
the scene he is inches away from the camera.

Doubling
An action, object or environment is repeated within the frame
or separately later in the film. Here the cameras show Cleo and
Fermin kissing with another unfamiliar couple kissing three rows
away.
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Hold

Real World Film Test I
For film to enter a design process, I needed to leave Roma.
Studying Roma was crucial in developing ideas about narrative
structure, and I decided to put myself behind the camera. What
kind of design contexts could a camera be used? For my first
video test, I scripted a scene in which librarian Marc Calhoun
leaves his office at 15 West, walks down Westminster Street and
buys a kombucha. I used continuity edits and extremely long
tracking shots for this film. The whole scene was a very ordinary
slice of life.

Pan

Track

My intention for this film was not for it to be an enjoyable standalone film. I was curious as to whether simply tracking/stalking
someone, even if scripted, would reveal a meaningful sense of
place.
It did not. In fact, passersby avoided entering the camera space,
thinking it would disturb my shot. Having Marc as the focus of
attention in this video also meant that there was little interaction
with the space; holding my attention toward Marc rendered the
environment a secondary element.

Track

For my next film test, I further sought a balance.
Pan, Hold
112
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Track

Real World Film Test II
This second test instead tracked my attention as I moved
through a space. On this day there was an outdoor block party

Pan

hosted by RISD, and I decided to film this space. This and the
next two videos were taken on the same day. I veered away from
the more deliberate moves that Cuarón was doing with his camera (e.g. pans and long shots.) Instead I treated the camera more
opportunistically and tracked my attention with my camera when
it was feasible or comfortable to do so.
This method of deploying film did not reveal the sense of place I
wanted. I filmed space in fits and spurts, partially due to my re-

Zoom

Hold

Hold

Hold

luctance to filming strangers on the street; I was being somewhat
secretive about it.

114

Hold
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Hold

Real World Film Test III
This third test filmed Westminster Street during a festival. Filming
strangers and the street life was even felt even more uncomfort-

Hold

able. In looking back at the film, it does seem self-consciously
filmed. While the shots did capture my attention as I walked back
and forth the festival, the video still struggled to find an attitude
or position about the street that gave it an identity. These film
tests suggest that a larger narrative might be necessary when
making film studies of a place.
Pan

Hold
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Zoom

Hold
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“When shocked people asked, ‘Well, what did you learn from
Las Vegas?’ our backs reared, first at their tone but also because what we learned was difficult to define. The lessons
were complex and needed time. They might never be together
clear. Our first, perhaps over-aggressive response was, ‘What
did you learn from the Parthenon? You mean you can’t put it in
words? Well maybe we can’t either.’”
- Denise Scott Brown
July 24, 2009
Architect Denise Scott Brown in front of the Las Vegas Strip.
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Conclusions
There is some small comfort knowing that Denise Scott Brown

On Drawings

There is also some comfort in taking a stab at the answer,

I keep returning to two moments of my thesis: where I discovered

I also think my charcoal drawing recipe could be used to iterate
and test possible design interventions, overlaying time, different
spatial narratives and see what might come about those
combinations.

despite the risk of being “wrong”.

that the balance of representing character and environment was
one of Cuarón’s objectives and how Tiago Torres Campos said

I think there is power in the sheer presence of the drawing. I

On Film

that film could serve as a note-taking device.

believe it communicates that the designer is acting in good faith
and is listening to the site. Each mark is an observation, and the

In my thesis, film acted as an armature for my charcoal drawings.

accumulation of those marks might foster a sense of shared

And I think the films and the drawings worked together to

investment in a project as well as hold a venue for conversation

suggest more narrative-based approaches to site analysis.

about site qualities.

My thesis work suggests that there also remains an untapped

There is also a political element too -- the multiplicity of views in

(film)

potential of drawings in landscape design. For me, I never looked

one image acknowledges that experience is plastic, and a design

at manual drawing with deep nostalgia. I am a millenial and have

solution is subject to change based on where you are standing.

Typically, in the design process a client or a landscape

only lived in a digital world. For me, drawing is a way of

These types of drawings could offer more open-ended,

understanding, and I think my drawings succeed at representing

collaborative design approaches in large teams or public

site qualities in a more expressive and experiential way than

meetings.

questions. Where is film in the design process? I think using
film in a design context means that there has to be a critical
context under which to use film. The preceding film studies
did not have that, and perhaps the next move is to find a
design competition in which to continue testing the medium

architect will take a site photo (an existing condition) and then
sketch over it or use it as a base for a rendering. The photo
becomes an imaging tool.

existing conventional methods.

The film drawings I have made suggest a weaving, more

They can communicate a tacit knowledge of site, reveal new

the luxury of continuous shots, films with color, films with no

relationships, and suggest ways that site and the people who

narrative. The field is open.

non-linear process of representation. Specifically, one could
enter a site, capture video, come back to the studio and study
the spread. If the salient characteristics of the site aren’t

I look forward to studying other films too, films that do not offer

inhabit it participate in their co-evolution.

captured, one could re-enter the site and try to recapture it.

My drawings disrupt the perspectival approach that

This idea of site filming assumes that one already knows, or at

broken perspective drawings don’t just allow for many people to

least has a sense of what they are looking for. I suspect, then,
that the place for site filming occurs after, what Christophe
120

and literally where one is standing.

site visit or after a series of initial analytical sweeps.

did not have all the answers right away.

My thesis has brought me back to one of my earliest

Ed Ruscha’s Every Building on the Sunset Strip (1966)

Girot might call a landing upon a site. Perhaps it is the second

contemporary renderings rely so much on. My long panoramic,
participate at the same time in its viewing. My drawings
communicate that perspective is contingent on time, experience,
121
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Interview: Sheri Wills
May 10, 2019

RS: I think with landscape you have to be allowing for a multi-

Sheri Wills is a professor and department head of
Film/Animation/Video at the Rhode Island School of
Design. Here, Sheri and I discuss the difference between narrative and narrativity, the structure of film,
and life after graduate school.

person to go through a space, but rather keeping it open-ended.

plicity of experience because you’re not programming for one
I think that’s why my critics were so taken in by my layered
photocollages. What I’ve been doing was taking film stills of the
movie and just putting them together, so that it’s a 2D Photoshop
collage. There’s this idea of layering spaces, that there is a lot
going on in a space, and it’s just hard to communicate that in a
map or perspective rendering. So part of what I’m proposing is
Still from L’avventura (1960)

drawings which are in charcoal, but they use digital technology.

SW: Narrativity in a nutshell...When we say narrative, we think

On Tuesday [the final thesis critique] I’ll show my recipe: take a

about storytelling. Right?

film still, project it, trace over it, and render it in a very very long
panoramic drawing.

RS: Narrativity or Narrative?

SW: Oh that sounds great. That sounds super exciting

SW: Narrative.

RS: Are there any movies that you’ve been taken in by their con-

RS: Yes
SW: And so narrativity looks at more than just the story. The nar-

struction of space.
Still from La Notte (1961)

rative is kind of the backbone of the story. But then there’s 100
different ways you can tell that story. And then different audiencthat story is interacting with. And so since landscape architecture

SW: Well his trilogy that includes La Notte. Do you know that

is looking at systems, it’s like it’s a larger system that narrative

film?

exists in. And so weaving your path to figuring out where your
site is, you kind of knew what your narrative was all along, but

RS: I’ve only seen Red Desert.

you didn’t know how you were going to tell that story. Or even
that the word narrative was going to be an important part of it

122

SW: Mmm. Well, Antonioni. Right?
RS: Which one?

es will receive that story. And there are larger cultural narratives

because of your audience.

a new way of representing landscapes, which is in some of my

SW: He really explores space, and it’s usually Milan, but not alStill from L’eclisse (1962)

ways, in a really incredible fantastic way. Of the Italian filmmakers
123
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he’s the most interesting in terms of what I’m interested in.
L’Avventura is really the most interesting too. They’re all really interesting. This one is really exploring the city as a way of
exploring psychology, and it’s super beautiful, strange. You know,
Italy is full of super beautiful cities and Milan is kind of not one of
them.
RS: I think that gets to something I’m trying to express in
landscape terms.
SW: You mean “super beautiful” doesn’t do it? [laughter]
RS: Landscapes are emotional. Or you can be taken in by it. I
think the idea of the sublime, the beautiful and the picturesque
get to the more psychological aspects. I think we’ve lost this abil-

SW: Or on a roof. Or in the garage.
RS: Yeah.
SW: That’s contested space. [laughter]
RS: I met someone the other day who took issue with the word
experimental in how filmmakers describe their work. I think I
know what he means. But it started to get me thinking about why
landscape architects don’t call themselves “experimental landscape architects”. Why is this a term that’s applied to filmmakers
and not across all disciplines?

ity, or it has fallen out of favor, to express those terms visually, or

SW: Well, a lot of filmmakers take issue with that too because it

graphic or diagrammatic terms, which I think is the language of

has a pseudo-scientific ring to it. It’s a term that really came into

landscape architecture.

use particularly in the U.S. So, people were experimenting with

SW: And when I say the film is “super beautiful” [Sheri shows
Still from La Notte (1961)

RS: A lot of it takes place inside of a house.

film since film was invented. And in Europe it was called Avantgarde, but it was really in the 60s and 70s that filmmakers started

a film still] I don’t actually know what’s going on here, but that

calling it experimental. And I think it was the structuralist film-

becomes a pretty curious still in and of itself with the drawing of

makers who embraced that term even though we really associ-

the landscape behind her when she’s in an interior space. It’s this

ated it with people like Brakhage who were really doing abstract

very brutalistic, concrete, mid-twentieth century architecture that

expressionist stuff. I think it was really the structuralist filmmakers

feels very empty and forlorn, that’s really the landscape that I’m

who could write out the formula for their film, and say “well if I

thinking of when I think of this film.

had three frames of black and one frame of white and I alternate

RS: That’s ok. I don’t think of landscape necessarily as vast open

it every 12 seconds, what is that going to do to the audience?”
Right? They were kind of experimenting with it in a more rigorous

spaces. I think that’s part of why I chose Roma too. It’s not really

way, or less sort of expressionist way. But then became more of

about the “open spaces”.

a blanket term for exploring…

SW: No it’s an urban landscape.
124

125

Film for Landscape Architecture: Learning from Alfonso Cuarón’s Roma

I think the reasons why filmmakers find it problematic -- You

photogram. So then when I get the film back…yeah it’s really

know as I said, it’s sort of applying another discipline that’s not

coming from, like in Abound Box, that I’m mixing it with Super 8

quite right. It definitely is of its time. Like, I feel awkward calling

footage that I showed at like a festival but the lens was broken.

myself an experimental filmmaker because that’s an anachro-

It’s actually my favorite camera, and I did use that camera [for

nism.

Abound Box], because I never know if the footage is going to
come out right, quote unquote, or wrong. And so for that film, it’s

RS: Oh really?

really more of a mental space, like in the mind’s eye. And so it’s
more like the structure of sleep. And so when you are entering a

SW: Yeah I think so.

sleep state, your awareness of your surroundings becomes kind
of flattened, and then you enter the dream space where things

RS: Why?

expand out and it’s very different for physical possibilities. And
then it usually comes back to a more wakeful state again.

SW: Because that was of its time. Like, a way of describing
something of its time. It’s like you can’t be an Italian Neo-Realist

RS: I don’t know if landscape architecture has a language to

anymore. The context changed.

communicate that.

RS: Can you tell me how you decide to sequence or structure

SW: I’m not sure if experimental film has such a great language

space? What are the instincts and instincts that you’re drawing

for – I mean it has some. And Brakhage has certainly charted out

on?

some of that territory, but not in the way that I’m interested in.

SW: So, for me because the main way that I’m making images is
by making photograms. And so the’yre contact prints with physical objects on the film. And so on one hand I think it’s more con-

Still from Abound Box (2015)

RS: So is your intention more about the state or the space? Like,
the movement or the space?

nected to the physicality of the object than the light that’s being

SW: I think it’s more about the experience. And sometimes that

bent through a lens and it goes in and hits the film. It’s actually

has space, and sometimes it doesn’t. Sometimes space is not

the physical material and the shadow that it creates on the film

even a part of the equation.

itself. So that’s kind of where I start by thinking about space. And
you can look at these as examples.

RS: There’s so many terms in understanding space in film. In
your class we talked about montage and the collision of images
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And look at how flat or not flat the image looks, and it’s from

to create meaning. And the way that I’ve understood it, it’s been

physically pressing it or not pressing it down as I’m making a

through narrative, and sequence and attention. Do you have any
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other ways that film can be studied outside of those terms?
SW: Well the most prominent example of montage was the Soviet
montage from the 1920s. Early Soviet film, like Sergei Eisenstein,

SW: Oh my God it’s so hard, and I’m glad you’re even asking that
question because I wish I had. Cause I just assumed that I would
continue to find communities of artists. And that’s not a given. It’s
really hard.

and many others. But Eisenstein really came up with the film form
in the film sense. But he was a civil engineer, a structural engi-

In that way maybe your trying to find your people at RISD is good

neer in his previous incarnation before he was a filmmaker. So

preparation for that. So definitely the Anthology Film Archives

he’s really thinking about constructing a film in a different way.

crowd is like its own thing. If you go there enough, you’ll continue to see the same people. People tend to be kind of friendly

Eisenstein is resisting narrative. He’s breaking the narrative by

like Tim, but I think it is through spaces like that where you know

analyzing the different ways you can edit two different images

people are going to go because it has the programming or it has

together, both in terms of the composition of the image itself and

the facilities. I don’t know for what it is that you do, because we

the movement within the frame, and the different ways audiences

don’t really know what you do. Right? It’s its own thing, but in

are going to experience that through the dialectic of those two

terms of finding film people -- it’s the community workshops…

things are going to interact.
RS: Is landscape film also an outdated term?
SW: I don’t think so. I don’t think it’s ever become such a thing
Sergei Eisenstein

RS: I’m not alone in this unknown self-definition. Is it just having
your own studio space and just hacking away or did you find it
through working with other people?

just in terms of like the evolution of a genre or something like

SW: For me it was a lot about making a living. It was going where

that. Like vampire films. It’s not like that.

the job was and taking it from there. And trying to find like-mind-

RS: Like martial arts film?
SW: Yeah, I don’t think it’s quite had that arc. Because every film

ed people, which of course in an academic environment there’s
going to be some of those people there who are at least tangentially interested in some of the same things.

uses landscape. Not every film uses vampires. There’s landscape

I did find that to be really difficult, and it kind of wasn’t until I

in every film. How thoughtfully it’s used kind of depends on the

came to RISD that I felt like, oh yeah, here’s a bunch of other

filmmaker.

people who were interested in the same way kind of stuff I am, or

RS: How do you find your community of artists after grad

maybe not even interested in the same stuff but interested in the
same way or to the same degree.

school?
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Films watched September 1, 2018 through May 25, 2019

Director

Television watched September 1 2018 through May 25, 2019

Director

Bottle Rocket
Blues Brothers
Boy
Cleo From 5 to 7
Cinema Paradiso
Cul-de-Sac
Dave Chappelle (Various Stand-Up Specials)
Design Is One: Lella & Massimo Vignelli
Do the Right Thing
Enter the Void
Free Radicals: A History of Experimental Film
Funny Ha Ha
Hanagatami
Helvetica
High Fidelity
Hiroshima Mon Amour
Le mystére du Picasso
Love Witch, The
Matthew Barney: No Restraint
My Own Private Idaho
Mystery Train
Phone Call, The
Princess Mononoke
Red Desert
Roma
Solo: A Star Wars Story
Sorry To Bother You
Stalker
The Host
The Virgin Suicides
Three Identical Strangers
There Will Be Blood
Things to Come
This is Spinal Tap
Tokyo Story
Tron: Legacy
Troublemakers: The Story of Land Art
Wolf House, The
Y Tu Mamá Tambíen

Wes Anderson
John Landis
Taika Waititi
Agnes Varda
Giuseppe Tornatore
Roman Polanski
Dave Chappelle / Stan Lathan
Kathy Brew & Roberto Guerra
Spike Lee
Gaspar Noé
Pip Chodorov
Andrew Bujalski
Nobuhiko Obayashi
Gary Hustwit
Stephen Frears
Alain Resnais
Henri-Georges Clouzot
Anna Biller
Alison Chernick
Gus Van Sant
Jim Jarmusch
Matt Kirkby
Hayao Miyazaki
Michelangelo Antonioni
Alfonso Cuarón
Ron Howard
Boots Riley
Andrei Tarkovsky
Joon-ho Bong
Sofia Coppola
Tim Wardle
Paul Thomas Anderson
H.G. Wells / William Cameron Menzies
Rob Reiner
Yazujiro Ozu
Joseph Kosinski
James Crump
Cristóbal León & Joaquín Cociña
Alfonso Cuarón

Amazing World of Gumball, The
Black Mirror
Brooklyn Nine-Nine
Dix Pour Cent (Call My Agent!)
Handmaid’s Tale, The
Key & Peele
Pen15
Shrill

Mic Graves
Various Directors
Various Directors
Various Directors
Various Directors
Peter Atencio
Various Directors
Various Directors
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Glossary
16mm: Sixteen millimeters refers to the width of the film strip.
Motion picture film is conventionally produced in 8, 16, 35 and 70
millimeter width. Each type of film has its own quality of grain and
compositional advantages. You may hear of “Super” variant (i.e.
Super 16mm). This means that the aspect ratio may change.
70mm: Seventy millimeter film is a high-resolution film presentation format for motion picture photography. Roma was shot
digitally in 65mm format and presented in 70mm. The aspect
ratio for 70mm is 2.2:1.
Aspect Ratio: The ratio of the width to the height of an image or
screen
Bolex: The first camera I learned to use at RISD. Bolex is a Swiss
manufacturer of motion picture film cameras. Among the filmmakers I know, this camera is known as the sturdiest and most
reliable of 16mm film cameras. The one I used for my thesis
research was the H16 Reflex, whose design has not changed
significantly since the middle of the twentieth century.
Lens-base/non lens-based techniques: Film is a huge category,
and moving images can be manipulated from the camera itself
or through post-processing methods. In the digital age, these
could be through Adobe Premiere, After Effects or a host of any
other digital processing tools. These methods do not necessarily
have to be digital; manipulating the film by hand, such as through
bleaching, scratching, burying all have different impacts on celluloid film.
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Film: A time-based medium that relies on image sequences and

phainómenon “that which appears” and lógos “study”.

the brain’s tendency to read them as movement. Films do not
have to be narrative, but many commercial films are.

Plan: A “plan view” is essentially a map. It provides an understanding of how a site connects to surrounding context. For

Narrative (n.): An account or story of a sequence of events

landscape architects, it can define site organization as well as
show contours.

Narrativity (n.): The qualities or conditions in which a narrative is
presented

Perspective Rendering: In architectural practice, perspective renderings are images constructed to simulate the spatial character-

Process (n.): A series of actions that have an outcome

istics, typically as one might seen from their own eyes.

Sequential Time (n.): Time in which

Section: A section drawing is a cross-section study that describes the spatial aspects of topography. It communicates

Cinematic Time (n.): The passage and sense of time as con-

the relationships of below and above-ground conditions. It can

structed in a film

communicate the scale of a human in space, and experiential,
horizontal and vertical relationships.

Axonometric (adj.): An orthographic projection used for creating a
pictorial drawing of an object, where the lines of sight are per-

Site: Landscape architects spend much of their time thinking

pendicular to the plane of projection

about site. These are the conditions and forces of a spatial situation. The forces commonly under consideration are those observ-

Material (adj.): Concerning the physical composition of a land-

able at a system-level view: the ecological, material, economic,

scape or subject. Materiality concerns the quality of the mate-

etc.

rial. Architecture Professor Kyna Leski in her book The Storm of
Creativity notes that “material” is derived from the Latin mater
which means mother. In landscape architecture we often use the
word “parent material” which refers to the underlying geological
material on which soil horizons form.
Phenomenology: From a landscape architectural standpoint,
phenomenology in practice is the study of the experiential
qualities of a space. Etymologically, it derives from the Greek
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